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ABSTRACT 
This study considers the challenges in representing women from other cultures in the 
crime fiction genre. The study is presented in two parts; an exegesis and a creative 
practice component consisting of a full length crime fiction novel, Batafurai. The 
exegesis examines the historical period of a section of the novel—post-war Japan—and 
how the area of research known as Occupation Studies provides an insight into the 
conditions of women during this period. The exegesis also examines selected postcolonial 
theory and its exposition of representations of the ‘other’ as a western construct designed 
to serve Eurocentric ends. The genre of crime fiction is reviewed, also, to determine how 
characters purportedly representing Oriental cultures are constricted by established 
stereotypes. Two case studies are examined to investigate whether these stereotypes are 
still apparent in contemporary Australian crime fiction. Finally, I discuss my own novel, 
Batafurai, to review how I represented people of Asian background, and whether my 
attempts to resist stereotype were successful.  
My conclusion illustrates how novels written in the crime fiction genre are reliant on 
strategies that are action-focused, rather than character-based, and thus often use easily 
recognizable types to quickly establish frameworks for their stories. As a sub-set of 
popular fiction, crime fiction has a tendency to replicate rather than challenge established 
stereotypes. Where it does challenge stereotypes, it reflects a territory that popular culture 
has already visited, such as the ‘female’, ‘black’ or ‘gay’ detective. Crime fiction also 
has, as one of its central concerns, an interest in examining and reinforcing the notion of 
societal order. It repeatedly demonstrates that crime either does not pay or should not 
pay. One of the ways it does this is to contrast what is ‘good’, known and understood 
with what is ‘bad’, unknown, foreign or beyond our normal comprehension. In western 
culture, the east has traditionally been employed as the site of difference, and has been 
constantly used as a setting of contrast, excitement or fear. Crime fiction conforms to this 
pattern, using the east to add a richness and depth to what otherwise might become a 
‘dry’ tale. However, when used in such a way, what is variously eastern, ‘other’ or 
Oriental can never be paramount, always falling to secondary side of the binary opposites 
(good/evil, known/unknown, redeemed/doomed) at work.  
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In an age of globalisation, the challenge for contemporary writers of popular fiction is to 
be responsive to an audience that demands respect for all cultures. Writers must 
demonstrate that they are sensitive to such concerns and can skillfully manage the 
tensions caused by the need to deliver work that operates within the parameters of the 
genre, and the desire to avoid offence to any cultural or ethnic group. In my work, my 
strategy to manage these tensions has been to create a back-story for my characters of 
Asian background, developing them above mere genre types, and to situate them with 
credibility in time and place through appropriate historical research.  
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PROEM 
 
The title of my novel ‘Batafurai’ comes from the Japanese vernacular approximation of 
the English word ‘butterfly’. During the Allied Occupation of Japan, the term was used to 
describe those Japanese prostitutes who flitted from GI to GI, like butterflies, staying 
only for a short while before moving on to the next.1 While the two Japanese women 
characterized in my novel, Hiroko and Yuki are not prostitutes, their story begins during 
the Occupation immediately following World War II and references the classic Madam 
Butterfly story, originally written in 1898 by John Luther Long, and transformed into an 
opera by Giacomo Puccini in 1904. The term batafurai also has some resonance with my 
Australian character, Mirabella, who undergoes a metamorphosis of sorts, if not into a 
butterfly, into an empowered young woman equipped to achieve beauty and happiness in 
her own life. I have thus extended the image of a butterfly, from one used in a derogatory 
way during the Occupation, to a more positive one of transformation and freedom. 
 
 
 
                                                 
1 Footnote: For a first hand written and pictorial account of prostitution in post-war Japan see 
John Bennett’s Doing Photography and Social Research in the Allied Occupation of Japan, 1948-1951: A 
Personal and Professional Memoir (2003). Ohio State Uni. <http://library.osu.edu/sites/rarebooks/japan>  
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INTRODUCTION 
 
In introducing this exegesis, I am seeking to create what Nigel Krauth sees as “a 
link between the creative work, its milieu of production, and the broader field into which 
it is projected” (5). I achieve this by providing a commentary on “the mechanisms of the 
main text” (Krauth 5). This exegetical explanation is, as a result, a component of the main 
work, but remains apart from it; a “framing device positioned between the world created 
in the fiction … and the world the reader inhabits” (Krauth 5). 
When I began to write my novel I never considered I was engaging in practice-led 
research, but rather, that I was attempting to explore through creative writing, a range of 
issues that both interested and troubled me. Such creative practice has been accorded 
recognition as “a legitimate mode of research” (Haseman 2), and I shall discuss how my 
work complies with Haseman’s concept of “Performative Research” (3) in my 
Methodology. 
Thus, my framework is creative practice together with a literary and cultural 
studies theoretical approach. I began by telling a story set in contemporary Brisbane 
about a young woman who is passionate about food. Writing the story lead me to engage 
with studies examining practice-led research and literary and cultural theory, exploring 
ideas critical to my work, helping me to consider and reflect on some of the key concerns 
of my novel.  
The areas of research I undertook were Occupation Studies, which dealt with 
post-war Japan during the occupation; representation studies dealing with issues of 
identity and cultural representation; postcolonial theory which informed my 
understanding of ‘received knowledge’ relating to people from Asian cultures; and 
popular culture and crime fiction studies which provided a review of the forces at work in 
genre fiction. 
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I examine two novels by Australian authors of crime fiction, both set in Japan: 
Marshall Browne’s Rendezvous at Kamakura Inn (2006) and Paddy O’Reilly’s The 
Factory (2005). I wrote an exegesis that included a literature review detailing the findings 
of my research and included a textural analysis of the two novels listed above, 
specifically to examine how the writers represented Japanese women. As well, I reflected 
on my own creative practice to determine whether the technique of developing a back-
story moderated the genre bias towards stereotype in my own novel, ‘Batafurai’.  
 
* * * 
The initial concerns of my investigation were of an aesthetic nature, especially in 
relation to food. While I could regard late twentieth century nouvelle cuisine a good idea 
in principal, when it appeared dwarfed on the plate, I found myself longing for the grand 
but less fashionable imitative style of French haute cuisine that dominated Australian 
restaurants of the sixties and seventies, where a menu wasn’t complete without the 
mountain that is châteaubriand, or the playfulness of a crêpe Suzette. Back then, no 
restaurant worth its salt would be seen in public without starched white linen, groaning 
side boards and a Maître de with a European accent. In short, I decided it was time to 
open my own restaurant. It would be decadent, retro-opulent and hung with pictures of 
voluptuous women.  
And so my novel, initially entitled ‘Dinner at Rubens’, evolved on the page, with 
ingénue, lush Mirabella Malvoise, opening Rubens in an old pickle factory under 
Brisbane’s Story Bridge. It soon became apparent that if I was to champion the cause of 
curvaceous women and indulgent pleasures, it would be necessary to offer some 
counterpoint, some opposing aesthetic. I felt it was necessary not merely to state my point 
of view—a preference for a more enriched aesthetic, both in life and dining—but to 
present the alternative side of the argument. If Mirabella was young, friendly and open, I 
needed to create a character who was older, colder and more remote. Yuki Assami is the 
petite proprietor of SASH, a prestigious and elegantly minimalist Japanese restaurant 
nearby to Rubens. Yuki finds Rubens ugly and distasteful, takes an instant dislike to 
Mirabella, and dear reader, is eventually murdered.  
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As a creative practitioner, my approach to the concerns I had relating to the binary 
opposites of sensuality/repression, abundance/scarcity, fat/thin, was to start writing. 
While this may sound contrary to the tenants of academic research, it is an appropriate 
way for writers to approach any question they may wish to investigate. However, when I 
began to consider my work in relation to literary theory and criticism, I soon realised that 
it transgressed the faultlines of postcolonial theory, especially in relation to the central 
question of representation.  
Had I, by positioning Yuki as the ‘victim’ of my novel, unknowingly jumped into 
the slipstream of colonial stereotyping? I questioned whether, as a novelist, I had the 
authority to represent a person from another culture, make them appear ‘villainous’ and 
kill them off. In choosing to create a fictional character of Asian background who was 
‘mysterious’, ‘evil’ and ‘exotic’ was I reiterating a worn-out cliché? Was I reinforcing a 
stereotype that had been utilised by western writers for hundred of years?  If so, why was 
I doing this and was there any method I could employ to avoid it?  How could I represent 
the Asian women in my novel without recourse to formulaic typecasting? Would the 
characters as written evoke ridicule or offence? These questions became the central core 
of my research and the subject of this exegesis.  
Henceforth, I sought to examine the tensions between re-inscribing Orientalism 
and conforming to the crime fiction genre. Katja Sarkowsky argues that crime fiction has 
used Japan as a site of postcolonial stereotyping, giving as recent examples Laura Joh 
Rowland’s Sano Ichiro series, Mo Hayder’s Tokyo and Sujata Massey’s Rei Shimura 
novels. Sarkowsky seeks to examine the connection between the reproduction of 
stereotypes and their potential deconstruction through the crime mystery genre and asks 
whether “all depictions of Japan, because of the seemingly inescapable backdrop, 
necessarily perpetrate stereotypical images and indeed serve as a self-affirmation of the 
West” (112). 
 To avoid using this blanket western concept of Japan, I attempted to penetrate the 
backdrop, or ‘animate’ it using two techniques. The first of these was to conduct 
historical research to ensure that the setting of my novel was as nuanced as possible, not 
just a ‘picture’ of cherry blossoms and snow-capped mountains. Secondly I developed a 
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credible back-story for my characters that sought to expand them beyond two-
dimensional stereotypes.  
My writing references the Western archetypal story of Madam Butterfly. Arthur 
Groos, in his comprehensive discussion of the evolution of this classic from a memoir of 
a true life event, through short story, play and eventually to Puccini’s famous and popular 
opera, asserts that Madam Butterfly is an example of what he refers to as Japonisme, an 
“appropriation and incorporation of Japanese subject matter in European art forms at the 
end of the nineteenth century” (168). He recognises that the character of Madam Butterfly 
is, in fact, a colonial stereotype:  
 Cho-cho-san can be victimised because she is a woman, and an Oriental, and 
 Japanese. Because this structure, even when implicit, reiterates a typical colonial 
 pattern of thought, the Japanese response would inevitably resist and in some 
 instances actively subvert it. (177) 
This Western devised stereotype has lasted over a century and during the Allied 
Occupation of Japan, “according to Shibusawa, U.S. soldiers became obsessed with 
Japanese paintings and […] the nineteenth-century image of Madam Butterfly reemerged 
and even triggered a second Japonisme boom in the United States” (Saeki 155). 
While my character of Hiroko may reference the Madam Butterfly stereotype, by 
constructing the identity of a character named Hiroko, I was not only attempting to 
provide an interesting back-story for my novel, but seeking to give a voice to a generic 
group of women whose lives have been disrupted by imperial incursion, whose familial 
and social structures have been uprooted in a moment of history, and who individually 
must scramble for their own and their children’s survival, often through social, economic 
or sexual connection with the representatives of the power that has colonized them 
To ensure that my characters, Hiroko and Yuki, were ‘accurately’ situated in time 
and place—not merely ‘painted’ onto a backdrop—I engaged in a survey of Occupation 
Studies, the field of academic research relating to the post World War II management of 
Japan under SCAP—the Supreme Commander of the Allied Powers, personified by 
American General, Douglas MacArthur. I was particularly interested to understand 
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conditions relating to Japanese women, hoping that this knowledge would add veracity to 
my work.  
I also surveyed current critical writing on crime fiction. This indicated that crime 
fiction constantly employs easily recognised traits as signifiers in what are mass-
produced cultural products. This is because the stories are based on action and structure, 
rather than on a deep involvement with character development. Stereotypes are useful 
because the contemporary audience, emersed as it is in popular culture that continuously 
showcases familiar representations of various ‘types’, quickly recognises and understands 
them.  
However, this creates difficulties for the contemporary writer in a world where 
there is an expectation that all cultures should be represented with dignity and respect. I 
have explored the resulting tension in my crime story set in current day Brisbane where 
people from a range of diverse backgrounds play an active and vital part in shaping and 
renegotiating the once white-bread mono-culture of the city. My main character, 
Mirabella Malvoise, has a French sounding name; her lover at the end of the book is 
Italian, while the name of her barrister, Kingsley Remington, has an English ring to it. 
The victim, Yuki, was born in Australia, but grew up in Japan and she is murdered by her 
American brother. 
Ien Ang argues that in the twenty-first century, globalization has had a significant 
impact on our view of what is ‘other’, stating that “identities evolve and take shape 
through daily and multiple interrelationships with myriad, differently positioned others” 
(“Together-in-Difference” 152). But Ang recognises that 
 despite the increased intensity of communication and exchange of ideas across 
 national, cultural, and geographical borders (both within cultural studies and in the 
 social world at large), distinctions between the 'local' and the 'non-local' remain 
 crucial in determining the specific and variegated meanings accrued to general or 
 'global' concepts such as 'race', 'nation' and 'identity'. (“Doing Cultural Studies” 13) 
Georgette Wang and Emelie Yueh-Yu state that “imitation, borrowing, 
appropriation, extraction, mutual learning and representation erode all possibilities for cultural authenticity” (177). They state that cinematic production combines elements 
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from different cultures to form a “culturally faceless whole” (175). In cinema, “ideas, 
values, and meaning clash and are negotiated and regenerated” (188).  
Just as cinema is a product of popular culture, so is genre fiction. I draw upon 
contemporary images and ideas from my interactions with people from a diverse range of 
backgrounds and ethnicities. My novel reflects the society in which I live—a modern 
cosmopolitan city— that must parley new ideas, absorb people from diverse 
backgrounds, and determine strategies for daily management and future growth. I have 
endeavored to establish a strong sense of place in my novel, set in subtropical Brisbane. 
If I had written a novel featuring only characters of an Anglo-Australian background, at 
some level my work may have been seen to be dated, or not relevant, and it would not 
have portrayed the city as I live and understand it.  
Two case studies, Marshall Browne’s Rendezvous at Kamakura Inn (2006) and 
Paddy O’Reilly’s The Factory (2005), are examined to see how other Australian crime 
writers deal with concerns relating to the representation of Japanese women in their 
fiction.  
Finally, I engaged in a critical reflection of the writing process I engaged in, 
during and on completion of my novel. Due to the practice-led process I have briefly 
described, it seemed the initial impetus for my work, that is, the incursion of ‘cafeteria 
aesthetic’ into the fine dining arena, coupled with a lean, mean and pared down approach 
to food and women, had faded. The questions I wanted to explore broadened to 
encompass a more fundamental hypothesis relating to the representation of Asian women 
in Australian Crime Fiction. My task was to explore options for developing these 
characters beyond common stereotypes through the devices of historical placement and 
the construction of back-story.  As a result of my shift of focus from food related issues 
to the way I depicted Asian women, the title of my novel changed to ‘Batafurai,’ a 
Japanese word for butterfly.  
My work provides an example of how ‘reflective practice’ combined with 
traditional research methods can transform the creative writing process. My reading of 
selected postcolonial theorists and critical writing on genre fiction alerted me to a range 
of issues surrounding the representation of people from other cultures. I was able then to 
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interrogate my own writing and determine whether the inclusion of the historical and 
contemporary back-story was an effective device for alleviating the stereotypes common 
to popular fiction, especially crime fiction. 
Analysis of my own work demonstrates that by using the approach of creating a 
back-story enriched by appropriate historical research I was able to develop my Asian 
characters beyond stereotype and add to their credibility. In doing so, I adopted a method 
identified by Cory Taylor, who describes the “power of character-driven storytelling to 
destroy cliché,” (3) by placing the Japanese women in my novel at the centre of the 
action, letting them be the focus or pivot for the direction of the plot. 
 In this Introduction I have demonstrated the inspiration behind my initial 
motivation to write my novel and how this changed through a process of writing, 
investigation, review and reflection, to focus on key questions relating to the 
representation of Asian women in Australian crime fiction novels. 
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METHODOLOGY 
 
The conceptual framework of my research is that of creative practice. That means 
that as a writer, I engage in practice-led investigation to specifically examine intellectual 
issues that interest and concern me. Brad Haseman has identified creative practice as a 
“fresh, distinctive and new research paradigm” providing it with the label, “Performative 
Research” (3).  As Haseman has described, I began my work with an “enthusiasm of 
practice” (5), excited to investigate issues relating to food as a cultural signifier. My 
initial approach process could be seen as “diving-in” or commencing work to “see what 
emerges” (5). 
My initial goal was to write a full-length crime fiction novel of 130,000 words 
with themes relating to food. The working title for my novel was ‘Dinner at Rubens’. As 
my practice and research fed the continual analysis underpinning my creative output, the 
issues that I sought to investigate broadened to include post-war conditions for women in 
Japan, and the use of stereotypes in crime fiction novels. I sought to understand the 
reliance on stereotypes in fiction, and discover if I could develop credible Asian women 
characters that went beyond stereotype. As a result of my work, the title for my magnum 
opus changed to ‘Batafurai’. The original concerns regarding ‘food’ faded, yet the central 
setting for my novel in a restaurant remained unaltered.  
This process corresponds with what Kemmis and McTaggart have described as 
the “action research spiral” which involves a continuum of steps identified as “planning, 
acting and observing, and reflection leading to a revised plan” (563). That is, my research 
methodology was the exploration of ‘research’ questions through my writing. I created a 
story that examined those questions, then reflected upon what I had written before 
deciding to pursue additional themes in my novel. The influences that shaped this change 
of focus are demonstrated more fully in my Literature Review. 
At the outset, I should also declare that my novel, though touching on many 
themes, is primarily a crime fiction novel. Every crime novel needs a victim. I chose the 
lethally beautiful, Yuki Assami, proprietor of Japanese restaurant SASH, in contemporary 
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downtown Brisbane. Once I began to write my novel, I quickly realised that in order to 
lend Yuki’s character some credibility, I needed to thoroughly research conditions in 
postwar Japan during the allied occupation. I undertook an extensive review of the 
academic area known as Occupation Studies.  
It was my enrolment as a postgraduate student that led me to examine my work 
within the critical framework of postcolonial theory. In writing about Japanese women it 
was necessary for me to consider not only a historical context, but also a theoretical one. 
Vincent Leitch defines postcolonial theory as a critical philosophical and literary critique 
that may be understood at its simplest level as a study of the impact (initial and residual) 
of European imperialism and the “perennial theoretical issue of the relation of culture and 
society, particularly the role that culture—notably language, literature, and education—
plays in furthering imperialism” (2091). Leitch views the central concern of 
postcolonialism is the attempt to “describe the mechanisms of colonial power, to recover 
excluded or marginalized … voices, and to theorize the complexities of colonial and 
postcolonial identity, national belonging, and globalization” (25).  
In relation to my project the work of Frantz Fanon, Edward Said, Homi Bhabha 
and Gayatri Spivak have helped me to understand that my attempt to represent people 
from other cultures is influenced by pre-exiting historical and cultural forces. In 
summary, my depiction of Japanese characters was fashioned from a western conceptual 
approach to the east that is entrenched, and required theoretical reading and reflection to 
avoid reinscription.  
So at this point in my project, my creative writing and my research prompted the 
question; ‘Does the inclusion of historical ‘back-story’ in the crime fiction genre 
exacerbate or mitigate stereotype?’ 
To discover more, I turned to contemporary studies of crime fiction to determine 
appropriate parameters for my work. Let me provide a brief definition of what I mean by 
the term ‘crime fiction.’ At its simplest, it has as its focus, a crime (very often a murder) 
or criminal activity such as drug running or people smuggling. It is commonly recognised 
as a genre that may include elements of suspense, mystery, and investigation resulting in 
a revelation or exposition of the responsible criminal, murderer or perpetrator/s. Justice in 
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the form of some type of retribution may follow. The central characters are often seen to 
represent forces of good and evil, but the ‘good’ characters may be flawed or damaged. 
The ‘bad’ characters may originally be depicted as ‘good’, but their duplicity is 
eventually exposed. There is, in most cases, a victim, a villain and an investigator, or 
permutations of these three types. 
David Grossvogel states that crime fiction is a way of confirming that “law, order 
and property are secure” (52). Usually whether justice is achieved or not, there is a sense 
of social ‘order’ at the end of the book – whether this order is violated, reinstated or 
permanently eroded, we know what it is and why it is desirable. The crime fiction story 
tends to readjust or confirm our own internalized view of right and wrong. Sue Turnbull 
supports this view, offering a simple formula: 
 First of all, the world of the crime novel is a coherent and essentially moral 
 universe, where, if bad things happen, they happen for a reason. In other words, 
 everything that happens in a crime novel has a function in the telling of the tale. 
 Second, the hero … is successful in bringing about a resolution to the problem 
 (or closure) through the quest for knowledge and justice (75). 
Turnbull argues that it is precisely the “formulaic aspect” of crime fiction that 
provides an “aesthetic frame through which to contemplate certain dimensions of real-
world experience” (79). Delys Bird states that crime fiction is viewed as “conservative 
and moralistic, simplistic in its style and punitive in its values,” lending itself to the 
“worst excesses of violence, bigotry and social conservatism” (8). 
Crime writing can thus provide an educative, escapist or entertaining worldview 
but its link to the ‘real’ world and a recognizable reality is necessary. Once writing 
ventures beyond known parameters it may transform into another genre, such as that of 
speculative fiction.  
My review of critical studies led me to conclude that crime fiction is a genre 
redolent with ‘Oriental’ stereotypes, including that of the ‘exoticised’ and ‘eroticised’ 
female, as well as that of the ‘evil’ and ‘duplicitous’ Oriental. The main device I 
employed to circumvent such stereotypes was to attempt to create a valid ‘back-story’ for 
my Japanese characters, through extensive research of the period, as discussed above. 
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It was important at this point to consider the work of other writers who had 
written similar books. What approach had they taken? How successful had they been? 
What could I learn from them? Able to locate only two recent crime fiction novels 
written by Australian authors set in Japan, I undertook a textural analysis to examine how 
they had portrayed Japanese female characters. These are Marshall Browne’s Rendezvous 
at Kamakura Inn (2006) and Paddy O’Reilly’s The Factory (2005). 
Penultimately, I critically examined my own story in the light of my research to 
assess whether my approach in depicting Japanese women in my novel as believable 
characters, had been successful and, if not, why not. I also had to re-examine the 
portrayal of my central Australian character, Mirabella, and determine what dimension it 
provided to my depiction of Oriental characters. 
My final task was to review my endeavours and assess whether in pursuing a line 
of enquiry relevant to my own creative practice and academic interests I had established a 
viable case that would hold up to scrutiny and contribute to knowledge. 
In this section, I have demonstrated the approach I took to my research questions. 
Initially these questions were related to the concept of food, and its position as an 
important signifier in our culture. However, after beginning my investigation through my 
creative writing practice, the research issues I sought to pursue changed to include issues 
relating to the use of stereotype in contemporary crime fiction novels, and how as a writer 
I might endeavour to avoid them. In the following Literature Review I consider the fields 
of Occupation Studies, Postcolonial Theory and writing on the Crime genre, aspects of 
which inform my analysis. 
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LITERATURE REVIEW 
 
INTRODUCTION 
My novel ‘Batafurai’ is an Australian crime fiction novel set in contemporary 
Brisbane and post-war Japan. To undertake this creative endeavour I researched 
conditions existing in Japan at the end of World War II and imagined what life must have 
been like for those civilians who survived the devastation of the Allied bombing of 1945, 
and how they managed in the years immediately thereafter. Over the last twenty years, 
the development of the international field of research known as Occupation Studies, with 
leading scholars in Japan and the United States, has examined the period of the Allied 
Occupation which began when Emperor Hirohito accepted the terms of the Potsdam 
Declaration on 14 August 1945 and ended with the San Francisco Peace Treaty, of 8 
September 1951, taking effect the following year on 28 April, 1952 during the Korean 
War (Japan in Ruins). 
In creating two Japanese female characters, it was necessary to pay particular 
attention to researching the conditions of women during the war and immediately 
afterwards and the long-term legacy for survivors. The section below looks at issues 
relating to women’s rights, prostitution, the so-called Japanese ‘comfort women’ and war 
brides.  
While historical research provided a vital resource for situating characters in time 
and place, postcolonial theory enabled me to examine the issue of whether I was 
reiterating a story from a neo-colonial standpoint, or whether I was able to be truly 
creative and innovative and be the mistress of my own imaginings. Postcolonial theory 
informed my work by helping me to understand why writers are drawn to the idea of the 
‘east,’ and that that notion is not so much a geographical location, but a western construct 
that symbolizes the ‘other,’ an antithesis of who and what we are, a source of endless 
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fascination, but in truth a projection of a need to visualize and explore something that is 
mysterious and unknown. 
As crime fiction, my novel joins an established genre that has increasingly 
become the subject of academic review (Priestman 1). It is therefore necessary to define 
what I mean by ‘crime fiction’ and to briefly look at the development of the genre, 
specifically in Australia.  
 
OCCUPATION STUDIES (Senryoshi2) 
In 1975 John Dower wrote: “For Western scholars, occupied Japan remains 
something of an anomaly: too remote for most economists and political scientists, still 
uncomfortably close for historians” (“Recent Japan” 487). He went on to identify the 
daunting obstacles ahead for researchers in this field, perhaps unknowingly laying out a 
path for his future academic endeavours that would lead almost a quarter of a century 
later to the publication of his Pulitzer winning book, Embracing Defeat: Japan in the 
Wake of World War II. 
The late 1970s saw a blossoming of international academic exchanges and joint 
research in Occupation Studies. It should be noted that the term, of necessity, includes in 
its ambit, pre-war and wartime Japan, as well as the official period of Allied Occupation 
from September 1945 to April 1952, and beyond. Michael Schaller attributes research 
activity to the “reemergence of Japan as a major world power and the opening of 
important government archives and private manuscripts encouraged scholars to examine 
the policies, personalities and politics of post-war Japan” (Rev of Inside GHQ 291). 
Dower’s work paralleled the growth in activity and reach of Occupation Studies. 
Michael Havens stated that Dower’s Empire and Aftermath: Yoshida Shigeru and the 
Japanese Experience, 1878-1954 (1979) presented “a set of stimulating essays on 
Japanese capitalism and imperialism’ providing ‘sharp insights into wartime and post-war 
Japanese policy making” (Rev of Empire and Aftermath 965). More controversial 
                                                 
2  In discussing the work of Takemae Eiji, Yoichi Nakano informs us that Occupation Studies is known in 
Japan as "Occupation History” (Senryoshi), which he describes "an important subfield of Japanese 
historical studies” (475). 
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perhaps, was Dower’s War without Mercy (1986) which purported to expose underlying 
racial prejudice as a motivator on both sides of the Pacific war, but which left at least one 
reviewer wondering “precisely how all that racial hatred between America and Japan was 
transformed so quickly into a fruitful friendship?” (Tsurumi 668). 
By the 1980s, scholars from Japan and the Unites States began to work together. 
The 1987 publication of Democratizing Japan: The Allied Occupation, was a team effort 
by English and Japanese Occupation scholars who had originally met as early as 1978 to 
confer on their area of interest. Of the subsequent conference papers revised for this 
book, Grant Goodman singled out Susan Pharr’s essay focusing on the “marriage of 
women’s rights and democracy” (247) praising it for highlighting the role of Beate Sirota 
in drafting the landmark women’s rights provision of the constitution, while the editor, 
Robert E. Ward was congratulated on his “succinct”, “careful”, and “most judicious 
overview of the Occupation” (249). However, Schaller criticized the collection of essays 
for omitting more recent work by leading scholars in the field such as himself, John 
Dower, Marlene Mayo, Akira Iriye and others who were seeking to extend learning 
beyond an institutionally focused approach by enquiring “how economic, diplomatic and 
military concerns, class conflict, and the Cold War shaped the ‘democratization’ of 
Japan” (Rev of Democratizing Japan 156). Chalmers Johnson criticized the book for 
giving greater predominance to “Establishment American views” while ignoring the 
significant impact of internal American politics, namely the national Republican victory 
in both houses in 1946 which led to “reversals in Occupation policies especially in regard 
to those related to labor and economic planning” (473).  
Worthy of note was the inclusion in this collection of an essay by prominent 
Japanese scholar, Eiji Takemae, who was later to write Inside GHQ: The Allied 
Occupation of Japan and Its Legacy. Published in 2002, Takemae’s book, reviewed by 
Schaller, was described in the following terms: 
 In sum, this is an extremely rich history. Along with the recent biography of 
 Hirohito by Herbert Bix, and John Dower's study of social and cultural change in 
 Occupied Japan, Takemae's Inside GHQ will likely become part of the standard 
 triumvirate of Occupation studies.  (Rev Inside GHQ 291) 
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Hans Baerwald described the work as “the best single volume study of Japan’s 
occupation” (117), while Yoichi Nakano says its reach extends beyond the Occupation, 
examining “ways in which the Occupation reforms have shaped and affected postwar 
Japan” (475).  
John Dower’s Embracing Defeat: Japan in the Wake of World War II was 
published in 1999. Simon Partner comments that it “provides a sustained and altogether 
fascinating examination of the fabric of Japanese society in the wake of defeat” (29). 
Dower’s humanity is tangible in a history that Andrew Barshay describes as “moving and 
dramatic” in his portrayal of a people brought to the edge of utter destruction by 
starvation, “resentful of military leadership ... fearful of the future yet desperate to live 
and feel again” (215). John Price argues that “What makes this book come alive is the 
power provided by popular, postmodern narrative in consonance with systematic 
analysis” (441).  
As a visual resource, the 2005 documentary by French documentary filmmaker 
Serge Viallet, Japan in Ruins, features historical footage of Japan’s war years beginning 
with the invasion of Manchuria in 1931 through to the official Japanese surrender to the 
Allied forces aboard the USS Missouri on September 2, 1945, and beyond. It serves as an 
important illustration of the detail provided by Dower, giving a clearer understanding of 
the devastation wrought on Tokyo, the deprivation endured by its citizens and the gradual 
improvement brought by peace and Allied occupation. Raymond Fielding comments of 
this valuable resource: “Evident in its presentation is the substantial amount of research 
and authentication that went into its preparation and assembly” (73). 
My work is indebted to another French writer, Robert Guillain. A journalist living 
in Japan in 1945, Guillain’s I Saw Tokyo Burning provides an eyewitness account of the 
bombing of Tokyo and the subsequent firestorm. Alvin Coox describes it as “an exciting, 
colorful and unique memoir” (108). The ABC broadcast, Tokyo’s Burning, uses some of 
Guillain’s material as well as recording interviews of Japanese survivors of the firestorm, 
such as Obata Masatake, pensioner, President of Tokyo Fire Victims’ Association, who 
recalls: 
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 There were some old women wearing those thick quilted coats with padded 
 hoods, but they were getting so hot they pushed them back without thinking. It 
 was fatal. It was so hot their hair just burst into flames, just like that and there was 
 nothing I could do to help. It was so hot I couldn’t breathe.  (Tokyo’s Burning) 
The broadcast also includes the testimony of historian Saotome Matsumoto: 
 Many people who tried to escape by jumping into the water—into the canals—
 either died from drowning or suffered heart attacks caused by the intense shock of 
 the freezing water. People carried all their belongings with them, as much as they 
 could. Many women were carrying babes in arms and most people were wearing 
 heavy clothing against the cold, lots carried their bedding, futon bedding on their 
 backs, or over their heads. A lot of it caught fire and burned them to death. 
 (Tokyo’s Burning) 
American historian Mark Selden provides a summary of the facts of the bombing, 
stating:  
 The full fury of firebombing and napalm was unleashed on the night of March 9-
 10, 1945 when LeMay [commander of the 21st Bomber Command in the Pacific] 
 sent 334 B-29s low over Tokyo from the Marianas. Their mission was to reduce 
 the city to rubble, kill its citizens, and instill terror in the survivors, with jellied 
 gasoline and napalm that would create a sea of flames … Whipped by fierce 
 winds, flames detonated by the bombs leaped across a fifteen square mile area of 
 Tokyo  generating immense firestorms that engulfed and killed scores of 
 thousands of residents. (Par 16) 
American B-29 pilot, Chester Marshall, member of the bombing squadron, recalls 
“At 5,000 feet you could smell the flesh burning … I couldn’t eat anything for two or 
three days. You know it was nauseating, really. We just said ‘What is that I smell?’ And 
it’s a kind of sweet smell, and somebody said, ‘Well that’s flesh burning, had to be.’” 
(McNeill)  
As well, numerous on-line sites such as the Veteran’s History Project (American 
Library of Congress) and those of those of individual American ex-servicemen provided 
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valuable insight into the observations and attitudes of members of the conquering and 
occupying forces. In this context, Kan Tagami, MacArthur’s Japanese-born military 
interpreter, describes Tokyo during the Occupation: 
At this time, Tokyo was a devastated city. Bombs and fires had leveled much of 
the metropolis, countless citizens were living in temporary wooden structures; it 
was only until 1948 or 1949 that the city began to recover. Food was a problem 
too; many people did not have even basic staples like rice … Even high officials 
knew deprivation; on several occasions, I felt compelled to offer c-rations to 
officials of the imperial household. But somehow the citizens of Tokyo managed 
a bare living, despite the hard times, and it is a testament to their fortitude and 
work ethic that they survived and eventually thrived.  (“Recollections of the 
Japanese Occupation.”) 
Another American interpreter, George M Koshi, tells us of the living conditions 
of the inhabitants of Tokyo: “Nearby the train stations, there were lean-tos (sic) made of 
burnt planks, corrugated tin, and straw. They looked shabbier than pigpens, but they were 
makeshift human habitations” (“Contributions to the Allied Occupation Effort in Japan”).  
Women in Occupied Japan 
It is no surprise then, given the above, that the situation of young women was 
difficult. After the surrender, they were often alone in Tokyo with no means of support. 
Basic survival was a struggle. It has been estimated that in Tokyo there were “1,291 
reported deaths from malnutrition between November 1945 and April 1946; 267 bodies 
were found in the streets during April 1946 alone” (Herbison and Schulz 2). Many 
women were encouraged to join the prostitution trade. On 27 August 1945, just weeks 
after the surrender, the Japanese government-backed Recreation and Amusement 
Association (RAA) opened for business. There were soon over thirty centres operating 
within Tokyo and another twenty in other cities. The motivation of Japanese ianfu 
(prostitutes) was predictable—in a time of poverty and confusion young women “simply 
sought to survive” (Lie 259). Dower contends that Japanese women responded to the call 
to “give their bodies for the country,” a message that was in tune with the “patriotic self-
sacrifice that had been drilled into them all their lives” (Embracing Defeat 127). Mire 
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Koikari argues that “In postwar Japan, where shortage of food, clothes and shelter 
constituted pressing problems, women who had no other means to support themselves 
turned to these jobs” (321).  
Dower tells us that in January, 1946, the Occupation forces abolished public 
prostitution declaring it “undemocratic and in violation of women’s human rights,” but in 
December 1946, the Home Ministry had declared that women had “the right to become 
prostitutes” and business moved to designated ‘red-line’ districts where, over the six 
years of the occupation, it is estimated that over 50,000 women worked in the prostitution 
trade (Embracing Defeat 130). Lie comments that RAA prostitutes “earned foreign 
exchange for the Japanese economy, much like their Meiji-period counterparts” (Lie 
258).  
The living conditions young Japanese women found themselves in, immediately 
at the cessation of war and the hard years that followed, inform the section of my novel 
set in post-war Japan. It is important for me to consider how I am to represent a Japanese 
woman subject to the privations of the period.  
It was not only Japanese women who were forced to turn to prostitution. From the 
early 1990s onwards, the issue of Japanese-enforced sexual slavery of Korean and other 
women to provide sexual services for the army in China and other outposts of Japan in 
World War II has received much attention. Katherine Moon contends the ‘comfort 
women’ issue is an important area of study within the intersection of the discourse of 
women, gender and war, and that of postcolonialism and women (630). Gap Pyong 
argues that “the state-supported patriarchal system in Japan was central to the 
establishment of Japanese military brothels while patriarchal customs in Korea have been 
mainly responsible for the Korean victims “lifelong suffering after their return,” but 
concludes that “colonization, gender and class” conspired to reduce the situation of the 
Korean women to utter misery (940). In terms of numbers, George Hicks estimates that 
between 100,000 and 200,000 young women were used as ‘comfort women’ by the 
Japanese forces over the period from 1932-1945, the majority being Korean. He lists 
among the suffering they endured “sexually transmitted diseases, malnutrition, 
tuberculosis, and brutality by drunken troops” (13). Sarah Chunghee, writing in 1996, 
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concluded that the Japanese seem “to oppose any conciliatory gesture even on the 50th 
anniversary of the end of World War II” (1239). Mary Layoun argues that justice for the 
‘comfort women’ will not be served until there is an “unequivocal recognition by the 
Japanese State of historical injustice and untruth wrought on them in the past and in the 
present” (874). 
Women’s Rights  
Koikari states that “on the plane prior to arriving in Japan, MacArthur told his 
aide that the Japanese woman should be granted suffrage” (314). Koikari notes that the 
Equal Rights Amendment was drafted by twenty-two year old American graduate, Beate 
Sirota (331). The constitutional reforms of the Occupation did in theory provide a unique 
opportunity to redirect Japanese attitudes to women. Article 14 of the Japanese 
constitution drafted in 1947 specified that all people were “equal under the law” and that 
there was to be no discrimination because of “race, creed, sex, social status, or family 
origin” (Constitution of Japan). Donald Roden states that it virtually “guaranteed women 
the rights to vote, inherit property and initiate divorce proceedings” (475), but concluded 
that it had delivered “a state much more modern than most of its citizens had yet dreamed 
of” (475). In fact, many educated women would clearly remember what Sheldon Garon 
describes as the “crushing defeat of the women’s civic rights bill of 1931” (38).  
Japanese War Brides 
Of course, not all Japanese women were reduced to the level of prostitution. 
Many met and married those serving with the Allied Occupation forces. Keiko Tamura 
quotes estimates that about 50,000 ‘senso hanayome’ (war brides) migrated to the United 
States and 650 to Australia, with unknown figures for migration to United Kingdom, 
Canada and New Zealand. Tamura’s book, Michi’s Memories: The Story of a Japanese 
War Bride, is a memoir of a Japanese woman who married an Australian serviceman. 
Michi tells us frankly “one of the reasons why young Japanese women wanted to be with 
those occupation soldiers was that there were not enough young Japanese men for us then 
… Japanese men seemed to be dragging dark shadows with them. Occupation soldiers 
also had money” (22). Of course the war had reduced the amount of available young 
men. Tamura quotes the Japanese census of 1947 which recorded that in the age group 
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between 20 and 29, the number of women exceeded men by over one million (95). With 
no prospect of marrying a Japanese man—her fiancé was killed in the war—Michi was 
realistic about her options, and she says of her Australian husband: 
 I did not think I wanted to be with him because I was attracted to his personality 
 or to Australia. It was more a show of the feeling of people in the defeated nation 
 to those of the victorious nation. I just did not want to worry about where the next 
 food and clothes were coming from (26).  
While marriage to an Allied serviceman might alleviate the immediate hardships 
of the post-war period, many war brides encountered difficulties in their new countries. 
In America, the 1952 feature film, Japanese War Bride depicts the struggle of a war bride 
who “desperately endeavors to please her new family and fails” (“Story of a Japanese 
War Bride”). In Australia, similar concerns have been well-documented in films such as 
Solrun Hoaas’s 1989 documentary, Green Tea And Cherry Ripe and her 1990 feature 
film, AYA.  
In trying to explain the consequences of her marriage to her daughter, one 
Japanese war bride pointed to the word ‘kuro’ in an English-Japanese dictionary. It 
meant: "hardships; trials; difficulties, adversity; trouble; to undergo hardships; to have a 
hard time of it; to contend with difficulties; to struggle with adversity; the grim realities 
of life" (Storrs 195). Despite their individual problems, Caroline Chung Simpson writes 
that in America the 
 1950s transformation of the Japanese war bride from an opportunistic and 
 ignorant alien seeking to penetrate the suburban affluence of white America to the 
 gracious and hard-working middle-class housewife was an early exemplar for 
 achieving the integrated future in America, a halcyon story of domestic bliss and 
 economic mobility.  (49)  
In the chapter above I have reviewed the research I undertook to gain an 
understanding of the historical period in which my novel was set, and to also focus on the 
circumstances of women during this time. This reading has enabled me to construct the 
character of Hiroko—a teenage girl coming to Tokyo at the end of the war—and to 
recreate the conditions and challenges such a person may have encountered. 
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POSTCOLONIAL THEORY  
Central to my key research question, regarding the representation of people from 
cultures ‘other’ to my own, is the work of theorists such as Fannon, Said, Bhabha and 
Spivak. I engaged with their work and considered how far ‘received knowledge’ 
especially relating to the ‘east’, had influenced my own approach. I very quickly 
understood that my depiction of Asian characters was strongly directed by ingrained 
western attitudes and beliefs. Katja Sarkowsky reaffirms Said’s concept of Orientalism, 
concluding “it is a helpful tool for analysing … the awareness and critical reflection of 
stereotyping in contemporary literature” providing “an important backdrop for the 
discussion also of contemporary popular culture and its deployment of Japan and 
Japanese culture as setting, as structural element for the plot, as background, or as 
stereotypical recourse” (111). 
The concept of ‘other’ is a central concern of postcolonialism, that is identifying 
and distancing oneself from the ‘other’ is a way of asserting superiority, ownership and 
belonging. The experience of being ‘other’, similarly, is to feel the stigma of inferiority, 
dispossession and exclusion. Franz Fanon’s Black Skin, White Masks published in 1952 
and translated into English in 1967, documents the racism he encountered, and provides a 
disturbing insight into the world of the ‘other’: “I took myself far off from my own 
presence, far indeed, and made myself an object. What else could it be for me but an 
amputation, an excision, a hemorrhage that spattered my whole body with black blood?” 
(Black Skin 20)  
This deeply troubling image serves to demonstrate the huge emotional distance 
contemporary writers must cross if they attempt to depict the voice of the ‘othered’ 
subject. Fannon’s words serve as a reminder that the way we view and represent those 
who are ‘other’ is not without impact or consequence. As a writer I may ‘objectify’ others 
for my own ends, but my depiction may be held to account. 
The work of Said developed these first readings of ‘otherness.’ Joseph Massad 
describes Edward Said’s Orientalism (1978) as having “excavated a Western 
epistemological mode of production which projected an Oriental other from its own 
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interiority, externalizing and banishing it outside the European self that was in the 
process of being denied” (9).  
Said claims the ‘Orient’ is a European invention: 
 The Orient is not only adjacent to Europe; it is also the place of Europe’s 
 greatest and richest and oldest colonies, the source of its civilization … its cultural 
 contestant, and one of its deepest and most recurring images of Other. [It] has 
 helped to define Europe (or the West) as its contrasting image, idea, personality, 
 experience.  (87) 
Said sees the Orient as a theoretical area of study in the academy, a “style of 
thought” (88) based on ontological and epistemological distinction made between the 
Orient and the Occident with a crucial importance for our own culture: 
 A very large mass of writers … poets, novelists, philosophers, political theorists, 
 economists, and imperial administrators, have accepted the basic distinction 
 between East and West as the starting point for elaborate theories, epics, novels, 
 social descriptions.  (88) 
Popular fiction, no less than any other form of writing, often assembles Asian 
backdrops for its setting, taking only those props from a ‘foreign’ place which most 
contribute to the enhancement of the fictive story, and add to the entertainment value of 
the work. Ray Surette explains the appeal of popular fiction: “I want a brief visit to a 
constructed world that does not exist to experience events that do not happen” (xiv). 
I am aware that in writing genre fiction, I am engaging in a fantasy remaking of 
time and place and my choice of Japan as a setting for my characters reflects a need to 
introduce a territory that is both known (through the images and iconography that have 
been passed to us) and unknown (our incomprehension of the language and cultural 
practices). I choose Japan because I needed a ‘location’ that is interesting and hints of 
mystery, yet I am reminded by Said that my comprehension of Japan is premised on an 
inherited and untested knowledge. 
Said argues that Orientalism is a “corporate institution” for “dealing, dominating, 
restructuring, and having authority over the Orient” (3). His view is that “Orientalism is – 
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and does not simply represent – a considerable dimension of modern political and 
intellectual culture, and as such has less to so with the Orient than it does with ‘our’ 
world” (3). Leitch comments that Said regards Orientalism’s importance is that it “helps 
define the colonial centre of the West, and the Oriental ‘Other’ as a projection of the 
Western view that constructs it” (1988).  
Leitch also comments on the work of Homi K. Bhabha as having “infused 
thinking about nationality, ethnicity, and politics with poststructuralist theories of identity 
and interdeterminacy” (2377). Bhabha raises the issue of the stereotype in his comment 
on postcolonial discourse: 
 The subjects of the discourse are construed within an apparatus of power which 
 contains, in both senses of the word, an ‘other’ knowledge – a knowledge that is 
 arrested and fetishistic and circulates through colonial discourse as that limited 
 form of otherness that I have called the stereotype.  (Bhabha, in Leitch 77) 
In Location of Culture, Bhabha says that stereotyping is “not the setting up of a 
false image which becomes the scapegoat of discriminatory practices. This is a much 
more ambivalent text of projection and introjection” (Bhabha, in Leitch 81). He suggests 
that the stereotype is generated by our own psychological need to enact “the most 
primitive defensive reactions such as turning against oneself, into an opposite, projection, 
negation” (Bhabha, in Leitch 83). 
In my own work, the character of Yuki is an antithesis of the qualities possessed 
by my central character, Mirabella. While it might be argued that Yuki is the 
stereotypical victim, I attempt to provide an insight into her world, explore her 
motivations and reveal her background. However, readers’ engagement with her is 
limited by the role she must play within the boundaries of the crime fiction novel. Her 
place is firmly set within a frame, and should her character exceed these limits, the 
structure of the work would be broken down. Edward Sagarin and Robert Kelly argue 
that writers need to reduce characters to “their most significant psychological lineaments” 
(14) which allows them to be “freed from their specific existential situations” (14). Yuki 
is therefore more of a conveyance for my ideas as a writer than an accurate representation 
of a real person from an Asian background. The character exhibits the tensions that lie 
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behind the need for me as a writer to conform to genre and my desire as a person to 
observe cultural positioning. 
In attempting to represent Asian women, I may be projecting a western view of 
what I imagine women endured at a difficult time in Japanese history. My reading of 
postcolonial theory has informed me that my position as a ‘privileged’ white, middle-
class woman will impose western values and interpretations on my creative endeavours, 
however noble my intentions to accurately portray Asian women in a time and place 
known to me only through cultural assimilation and personal research.  
Gayatri Spivak is sympathetic to the intention of intellectuals who may wish to 
speak on behalf of such women, but she challenges this attempt in saying that “the 
intellectual is complicit in the persistent constitution of the “Other” as the Self’s shadow” 
(Spivak, in Leitch 2197). Spivak poses the question, “Can the Subaltern Speak?” 
Spivak’s response in the negative may be explained by her view that any documentation 
regarding the Subaltern group is controlled by the colonizing authorities, the group does 
not possess a consciousness in and of itself, and that for women “the effaced itinerary of 
the subaltern subject … is doubly effaced.” Spivak elaborates: “if, in the context of 
colonial production, the subaltern has no history and cannot speak, the subaltern as 
female is even more deeply in shadow” (Spivak, in Leitch 2203). 
This view has been substantially challenged by other postcolonial writers, and in a 
later paper, Spivak herself was to comment “the subaltern cannot speak! It was an 
inadvisable remark” (Critique 308). Yunte Huang interprets Spivak as showing how 
people can 
 imagine an ethical ground between the fallacy of appropriation and denial of 
 history, a ground where the ‘other’ will not disappear either in the empathetic 
 embrace or in their nonchalance, a ground where historical knowledge is possible 
 even if in a very limited way, and where knowledge is replaced by 
 acknowledgement, and cognition by recognition.  (227) 
Huang concludes that we should recognise “that the modernist fallacy of 
appropriation and the postmodernist denial of authenticity are but flip sides of the same 
coin. Appropriation eliminates differences through emulative permeability” (227). If I 
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apply Huang’s theory to my work, I may conclude that even if I engage in extensive 
research, I must accept that I can never truly portray my subjects accurately, but merely 
provide an intimation, a clue or a glimpse of what it may possibly have been like for the 
people I imagine my own characters to evoke. 
In summary, postcolonial theory relating to ‘otherness’, Orientalism, stereotyping 
and the difficulties of representing or appropriating the voice of women existing in 
colonial or neo-colonial situations has informed my work, leading me to acknowledge 
that creative projects, however ambitious or well researched are limited by pre-existing 
historical and cultural influences. However, in an attempt to imbue my characters with a 
greater degree of credibility and engender a deeper understanding of the culture from 
which they emerged, namely Japanese, I sought to examine whether creating a well-
researched back-story, highlighting historical context and contemporary concerns might 
avoid a flat re-inscription of established stereotypes. 
 
CRIME FICTION 
The following section discusses the genre of crime fiction, and Orientalism in 
Crime Fiction. Marla Harris argues that crime fiction is ideally suited to investigation of 
‘the other’ because it relies upon fear or anxiety about things outside normal or everyday 
experience. For me the choice of a Japanese character embodies this engagement with a 
world that is different from my own known world and everyday experiences. Harris 
suggests that while a fascination with otherness has continued to be a feature of crime 
fiction, there has been a shift generally from stereotypical exploitation of the exotic to a 
“serious exploration of the experience of the Other” (438).  
Christine Matzke and Susanne Mühleisen claim that the “interrelation between 
colonial authority, crime and literature” was responsible for shaping a European view of 
the Orient with its images of the ‘inscrutable Asian’, and that furthermore, the exoticism 
of the east is merely a construction of Western projection. The genre of crime fiction 
offers a “particular perspective on the ‘other’ which may be seen as a threat to and mirror 
of imperial power. Colonial interests are served through investigation of crime and the 
reaffirmation of order” (4). Tobias Döring supports the view that crime fiction relies on 
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the ‘postcolonial’ concept of the ‘other’, especially in relation to its English variant which 
though typically set in London, “builds its plots and cultural strategies … [in] locations 
outside the familiar territory, places elsewhere, whence sinister forces come” (Döring in 
Matzke 62). Citing the British crime fiction of Conan Doyle to prove his point, Döring 
proposes that “Holmes tirelessly fights against foreign elements threatening to corrupt 
society … so vulnerable and exposed to these dark influences as a consequence of 
[British] imperial projects. The anxieties of otherness at home arise from the colonial 
connections” (65). The east is seen as a place of “danger and attraction, a training site for 
English gentlemen and a strong hold of evil forces aiming at his life” (65). Contemporary 
crime fiction has not escaped this early positioning. I suggest this is largely because if 
crime fiction has at its core the need to demonstrate societal order as discussed above, 
then it must show the converse of order. For many western writers, the east is still to a 
degree unknown, and therefore it continues to be employed as a site of mystery, fear and 
‘evil.’ However, with globalisation and a cross-cultural demand to show respect to people 
from all cultural backgrounds, there is an increasing tension that must be managed by 
writers. My use of historical back-story is a way of exhibiting interest and concern for 
‘othered’ characters, minimizing confrontation with current sensitivities.  
All western writing will by intention or default, emanate from a Eurocentric 
position. Crime fiction is no more or less guilty of this accusation than any form of 
writing. However, I would comment that the setting of place in genre writing is assessed 
on its effectiveness as a credible background within the logic of the work. The crime 
fiction writer does not purport to offer an examination of the political and social benefits 
or shortcomings of a particular country or region, yet they will be brought to task if 
inaccuracies and superficial judgments are perceived by readers or critics.  
An important aspect of this discussion is the role of stereotyping. Megumi Kato 
asserts that Australia’s national identity has been shaped more by its history as a 
European settlement, rather than its geographical proximity to Asia. Kato states that “in 
the late nineteenth century and in the first half of the twentieth century … Japanese 
stereotypes, true or false, were found in literature, and these stereotypes have persisted 
through Australian literary history” (3) Kato argues that the way Australians portray 
Japanese characters says more about our own “ideas and images” (5). 
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The need to establish realms of ‘good’ and ‘evil’ in crime fiction may lead the 
writer to embrace stereotypes, or easy-to-access shortcuts that provide codes for the 
reader which will be readily understood. For example, that women are natural ‘victims.’ 
Claire McNab writes  
 most women are not only physically weaker than most men, they also have less 
 economic, political or practical power and influence. Within the covers of a 
 mystery … the constant victimization of women is portrayed with macho 
 enthusiasm. (McNab in Bird 66) 
Crime writer, Danuta Reah, argues that while this may have been the case when 
crime fiction was the domain of male writers, things changed when “women such as 
Sarah Paretsky, Sue Grafton, and Val McDermid began writing books about women 
investigators who were as tough and conflicted as the heroes of Raymond Chandler and 
Dashiell Hammett” (1). Reah explains that the “heroines of these novels are depicted as 
tough and able to look after themselves” (1). While they encounter violence at the hands 
of males, the attacker becomes “ the direct target of his own violence, and the woman the 
secondary target” (1). 
 Examining the work of P.D. James, Amanda Cross, Sara Paretsky and Ruth 
Rendell, Urszula Clark and Sonia Zyngier propose that crime writing by women since the 
seventies, displays women’s changing roles “and their position in today’s society” (142), 
and argue that the novels of these writers disrupt the readers’ schemata and offer a shift 
from traditional constructions of the genre.” (142). 
In relation to Western employment of Asian stereotypes, Sarkowsky asserts that 
the strategies of representation contain the topoi of “feminization (and sexualisation), 
infantilisation, inscrutability, fundamental cultural difference, and dehistorisation” (113). 
In relation to Asian stereotypes, Sarkowsky quotes literary critic Traise Yamamoto:  
 Gendering Japan as female is central to the ease with which Western discourse, 
 informed by both nationalism and misogyny, shifts between the romantic and the 
 brutal, between structures of reciprocity and structures of mastery. This gendering 
 is also the primary mechanism through which the body of Japanese woman is 
 conflated with and becomes a metonymic representation of Japan itself. The 
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 assignation of the feminine to Japan is thus literalized through the body of the 
 Japanese woman, which is then metaphorized as national/cultural landscape.
 (114) 
Narelle Morris argues that the Japanese woman has been “represented according 
to the Eurocentric requirements of the time” beginning with a “slow symbolic maturation 
from an exotic, yet simple, maidenly innocent in the late nineteenth century to a 
sophisticated, often deviant, femme fatale by the 1990s” (“Innocence to Deviance”). With 
origins as far back as “Cleopatra and Scheherazade,” Morris traces this development 
through European literature which included “Clive Holland’s novel My Japanese Wife 
(1895), perhaps the first to make a now famous analogy when it described Japanese 
women as “butterflies with hearts” (“Innocence to Deviance”). Morris observes that by 
the twentieth century, however, the Orientalist view of the Japanese woman as an 
innocent had been superseded by such representations as Constance C. A. Hutchinson’s 
Miki San, whom we are told, “sold herself for a paltry debt, and is now a dancing girl in 
some evil place of amusement” (“Innocence to Deviance”). Indeed by the post World 
War II period, there is an emphasis on the Japanese woman’s “sexual availability, sexual 
accommodation and simple opportunism” which matures to include “sexual pleasure, 
revenge and power” by the 1960s. However, Morris argues that the with the huge success 
of Arthur Golden’s fictional Memoirs of a Geisha (1998), the apparent cyclical return of 
Western interest in the more gentle exoticised aspect of Japan is once again evident 
(“Innocence to Deviance”). 
As well, Elaine Kim asserts that “clumsy racial fantasies about Asians continue to 
flourish” and include ‘sinister villains’ and ‘gangland mobsters’. Kim sites as an example 
of “the ‘bad’ Asian, ruthless and totally evil”, the character of Fu Manchu created by Sax 
Rohmer in 1913: 
Imagine a person tall, lean and feline, high-shouldered, with a brow like 
Shakespeare and a face like Satan, a close-shaven skull, and long, magnetic 
eyes of the true cat-green. Invest him with all the cruel cunning of an entire 
Eastern race, accumulated in one giant intellect. … Imagine that awful being, 
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and you have a mental picture of Dr. Fu-Manchu, the yellow peril incarnate in 
one man.  
The Mystery of Dr. Fu-Manchu (1913)  (qtd in Kim 88) 
Daryl Maeda writes that “the Yellow Peril discourse positioned Asians as 
inherently inassimilable perpetual foreigners” (1083), when speaking of large-scale 
migrations to the United States near the beginning of the last century. Tina Chen 
comments: “Stereotyped as sneaky and inscrutable, Asians and clandestinity have proven 
a particularly compelling combination” (656). Referring to internment of Japanese 
Americans during World War II, Chen regarded such fear as a representation of “the 
material effects of a Yellow Peril mentality that had influenced American responses to 
Asian immigration since the nineteenth century” (656).  
While on the whole, crime fiction as a genre exhibits Orientalist stereotypes, some 
observations have been made relating to specific Australian characteristics of the crime 
fiction genre. Delys Bird writes that Australian crime writing is inextricably linked with 
the settlement of Australia by convicts, and stealing the land from its Aboriginal owners. 
She argues that corruption inherent in the early distribution of land imbued the nation 
with an inescapable criminality: “crime, with its definitive qualities of violence and 
corruption, guilt and punishment, with its hidden, secretive nature always threatened by 
ultimate discovery, historically colours and shapes our national consciousness” (2). 
Stephen Knight states that most of the key stages in our history can be traced as 
frameworks for crime fiction treatments, from the early days of convict settlement, the 
boom and bust years of the late 1890s and onwards, but Knight also makes the point that 
“Australian crime fiction has been a genre in which marginalised voices have been able 
to speak to a large audience, stating their evaluative claims strongly and clearly” (“Crime 
Writing Australia”). This is true in my novel in relation to the character of Hiroko whose 
story is that of a survivor living on the edge of Australian society, never able to fully 
participate and silenced not only by her an inability to speak English, but by her lack of 
status as a deserted wife, an alien and, being Japanese, a former enemy of the nation. 
Writers employ understood images of the ‘other’ which have an inscribed 
meaning for their audience, but some writers attempt to ‘unpack’ the stereotype. Maureen 
 
30 
Reddy suggests that a “useful way to counter the marginalization of women in any genre 
is to redefine the centre” (5). Bird argues that Australian writers Jan McKemmish and 
Finola Moorhead take advantage of the codification of crime fiction that breaks the 
“constraints of realism” (25) to exploit the potential for feminist interventions. One of the 
ways this can be done is by placing the murder inquiry in the hands of a female 
investigator.  
My character of Detective Mary Grimsley (Grim) struggles against the macho 
bureaucracy of the Queensland Police Force to solve the crime, but the purpose of my 
work is not to radically confront the status quo, but to reveal the lives of women and 
examine how a female character would cope in certain situations, such as Hiroko’s 
survival under the Allied Occupation, Yuki’s exposure to crime and abuse from a young 
age and Mirabella’s early lack of direction. 
Kato observes that following the abolition of the White Australia Policy and the 
move towards multiculturalism from the 1970s onwards, “the ‘Other’ becomes a less 
fixed and oppositional entity” (256) due to rapid globalization in both countries. 
However, Kato also notes that in Peter Corris’s crime novel, The Japanese Job (1992), 
Japanese businessmen are seen as evil “invaders” (261) and “villains” (276), and that 
“Japanese characters are once again described from a one-sided perspective” (276), while 
the Australian hero’s Japanese-American female aide is “young” and “beautiful” (276). 
Cory Taylor, in her discussion relating to the repetition of Japanese stereotypes in 
Australian film scripts, suggests that narratives created with characters written from the 
centre—rather than those that are ‘plot’ driven—will provide an opportunity to reduce the 
overwhelming and historically dominant employment of stereotypes to depict characters 
from different cultures. Taylor argues that this is a vital task because without it, the 
integrity of Australian stories is undermined:  
 Clichés about race undermine the capacity of our cinema culture to construct 
 narratives of who we truly are. What they reflect and in their turn produce is an 
 ethically flawed world view in which an Anglo-Celtic or core culture is seen to 
 be morally superior to marginal otherd cultures such as the Japanese. (92) 
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Taylor observes, that despite claims of Australia’s “increasingly visible diversity 
as a society” (1), contemporary film scripts rely too heavily on “unexamined 
assumptions” (2) but more importantly result in “the capitulation of character to ideology 
expressed as plot” (3). Taylor says of her own writing, that she will attempt to write 
“Asian protagonists of some complexity and depth” (8). 
In this review, I have engaged with research in the field of Occupation Studies to 
ensure that my characters are situated with some credibility in post-war Japan. I have 
examined the work of postcolonial theorists to examine established concepts of 
Orientalism and the ‘other’, which have shaped my imagination and my creative practice. 
I have also considered current writing on crime fiction to examine how the issue of 
stereotypes, especially in relation to the depiction of the Asian women has been 
reviewed. I have found that there is an established practice in crime fiction writing to 
employ negative stereotypes when representing characters from Asian backgrounds. In 
my own writing, while acknowledging this trope, I attempt to disentangle my Japanese 
characters from type by developing a back-story to engage readers more specifically 
through a deeper understanding of possible motivations, constrictions and opportunities 
operating within the context suggested by the setting of the novel.  
In the Chapter that follows I examine how contemporary Australian writers have 
grappled with the issue of stereotype in crime fiction novels set in Japan. I also analyse 
own work, ‘Batafurai’, to determine how successful I have been in avoiding stereotype in 
the depiction of my characters, Hiroko and Yuki.  
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CRIME FICTION CASE STUDIES  
 -  Rendezvous at Kamakura Inn  
 -  The Factory 
There is very little Australian crime fiction set in Japan. In fact, after an 
exhaustive search and reading a number of other possible novels, the only two novels that 
I could locate are those discussed below. In the following case studies of Australian 
contemporary crime fiction set in Japan, I examine whether representation of Asian 
women complies with the stereotypes suggested above and whether the application of 
postcolonial theory provides a useful method of understanding the intentions and 
motivations of the author. The first of these novels, Marshall Browne’s Rendezvous at 
Kamakura Inn (2006), is a traditional crime fiction novel. It is concerned with the 
criminal activity linked to a prominent politician; it includes victims, villains and an 
investigator. The second novel, Paddy O’Reilly’s The Factory (2005) is a more unusual 
crime fiction novel, where the victim is not revealed till the final moments of the story. 
Third, I discuss my own novel, ‘Batafurai’, which is a crime fiction story, set in post-war 
Japan and contemporary Brisbane. 
Rendezvous at Kamakura Inn 
Browne’s 2006 novel, Rendezvous at Kamakura Inn, begins with Tokyo Police 
Inspector, Hideo Aoki’s investigation into the suspected nefarious dealings of the 
powerful politician, ex-governor Tamaki. Soon the body count is rising; a journalist is 
executed by the Yakusa, Aoki’s father dies, a colleague and Aoki’s wife both commit 
suicide. Aoki is in fear for his life, snowed-in at a countryside retreat where a 
bloodthirsty killer is on the loose.  
Morris states that “Japanese womanhood was often used as a metonym for the 
state of Japanese civilisation,” (para 1) and Tokie fulfills this ‘Madam Butterfly’ role 
effectively, deployed by Browne as the embodiment of the Japanese aesthetic – she wears 
a kimono, attends Kabuli theatre, nurtures bonsai trees and practices calligraphy in a 
kimono. Morris also makes the observation that there is a cyclical pattern of ‘innocence’ 
and ‘deviance’ in the literary representation of Asian women (para 4) In Browne’s novel 
 
33 
Tokie is portrayed as the innocent, long-suffering subservient Japanese wife, who 
prepares “delicious meals: simple, refined and traditional” and presses Aoki’s suits (10). 
She is pained by her husband’s professional problems when he falls under suspicion by 
his superiors. She tolerates his drunken absences and late homecomings. When Tokie 
ventures from this subservient role and tries to take matters into her own hands by 
revealing the details of Aoki’s work to a journalist friend, her actions have profound 
consequences. The journalist is executed by the Yakusa for his story, Aoki is blamed for 
revealing it and Tokie is devastated and shamed.  
Postcolonial theory may help explain Tokie’s position. Characterized from a 
common western viewpoint, the character of Tokie is limited to perform within certain 
constraints. She is dutiful, obedient, and symbolizes all that is refined, gentle and cultured 
about the Orient. Within this framework, she can never be assertive, aggressive or 
empowered. When she attempts to reach beyond this, the results are dire. Viewed from 
this western standpoint, there is only one solution for Tokie to atone for her disgrace and 
that is suicide.  
Browne has depicted a western representation of a conventional Japanese wife. 
Tokie is a possessed territory with no sovereignty. She is ‘occupied’ by her husband and 
all her efforts must be to his ends, not her own. Aoki regards Tokie as little more than a 
servant or personal assistant missing her “fine meals, which he'd so often been absent 
from” (48). 
Aoki is sent by his superiors to a mountain ryokan—a traditional Japanese inn 
founded on lines of rustic simplicity. The inn is run by the enigmatic Kazu Hatano, 
daughter of prominent banker Hirosho Ito, whose wife, Misako Ito mysteriously 
disappeared seven years earlier. Madam Ito is presented at the archetypal Oriental femme 
fatale who bewitches men with her sexual powers. 
Morris argues that “the Japanese woman remains a fetishised symbol in 
contemporary Western fiction on Japan” (para 29), and Madam Ito would seem to 
conform to this mysterious and erotic rendering, while her daughter, Kazu Hatano is also 
erotically depicted; her “red-painted lips were vivid and precise. But she'd retired deeper 
into herself, if that were possible—into old traditions” (70). 
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The maid Mori comes and goes, servicing Aoki’s needs, a little like Tokie had 
done, but Aoki requests a woman for sex. A geisha comes to Aoki’s room in full regalia. 
She is the twin of Kazu Hatano, described as “this woman sprung from the heart of old 
traditions, from the heart of autumn”, who “perfectly understood his mood and 
requirements, no conversation, no games, no food, no liquor” (100).  
The story finds Aoki investigating a series of murders and fighting for his own 
life in a battle between the yakuza and financial officials over a loans scandal. He finally 
survives his enemies’ attempts to kill him. At the close, Aoki still regards Tokie as 
someone whose only role was to please him. Aoki does not regret her death but the fact 
that she never said “I’m sorry, Hideo” (271).  
The women in Browne’s novel exist only in the service of men—as cooks, 
cleaners, or sex providers. For women such as Madam Ito, thrown over by her husband 
and her lover, once their service is no longer of value, they are ‘wretched’ and 
‘dishonoured’. Aoki thinks that Madam Ito has committed suicide (121). He is unable to 
think of any other honourable future for her.  
Browne has failed to lift his female characters above the familiar western notions 
of stereotypical Asian women; one type is the obedient, subservient wife who caters for a 
man’s everyday needs, while the other is the exotic sex provider who caters to a man’s 
erotic fantasies.  
 
The Factory 
The Factory (2005) by Australian author, Paddy O’Reilly, is a non-conventional 
crime fiction novel, set in Japan. The plot is driven by an unrevealed felony which has 
lead to the protagonist, Hilda Moore’s incarceration in a frighteningly severe Japanese 
maximum security prison with a chilling cage-like interior, reminiscent of one’s worst 
imaginings of Guantanamo Bay. In a maximum-security cell, Hilda recounts her story, “I 
write in secret” (1).  
Hilda’s postgraduate project is to research the Japanese cultural commune of the 
1970s, called ‘The Factory’ or Koba. The group, we are told, lived and worked in an 
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isolated peninsula on the coast of Honshu, observing a rigorous rehearsal schedule in 
order to preserve and perform traditional Japanese arts. The young members were led by 
the older charismatic but scheming Akio Yasuda, who drove the group to fame, and 
eventually to ruin.  
In an attempt to gain access to diaries critical to her research and interview the 
surviving members, Hilda joins the new Koba accompanied by irreverent and fun-loving 
fellow Australian student, the striking Eloise. Hilda’s fluent Japanese coupled with 
Eloise’s charm and clear sightedness form the interdependent mix that enables the pair to 
survive the challenging regime and less palatable cultural differences imposed by 
Yasuda. The story of their experiences is ruptured by the constant reminder that Hilda is 
recounting them from her austere cell, where her only comfort is rare lesbian encounters 
with fellow inmate, Mizuno. As readers, we are compelled to discover the crime that 
Hilda has committed. Her troubled relationship with Eloise is a red herring that 
nevertheless drives readers onwards. Similarly, the mystery surrounding the death of 
original Koba member, Tetsuo, over twenty years ago is central to the momentum of the 
plot. 
The Japanese female characters portrayed in this novel include the original Koba 
member, Mari, easily recognized as the stereotypical diminutive Japanese wife who 
serves tea. Her first words in the novel are; “As my husband told you,” followed by, 
“You’d have to ask my husband about that.” (23). Mari sits “quietly with her hands 
folded and her eyes downcast” (30) as her husband, Kanno talks. Mari is described by the 
others in the group, as “Kanno’s handmaiden” (72). Further on, Mari is at pains to do the 
bidding of Yasuda when Koba is revived, but constantly fails and is belittled. Her 
portrayal as a ‘doormat’ would seem to reflect a western view that such an ‘obedient’ and 
submissive person has made a poor life choice of ongoing drudgery and therefore 
deserves little respect. Certainly O’Reilly shows little sympathy for the character, 
reiterating her worthlessness—poor Mari” (177), and her physical awkwardness, 
describing her as “too ungainly” (75), and writing “she thundered across the stage like a 
Hokkaido bear” (75). Eloise refers to Mari as a martyr (143), while Yasuda hisses, “Can’t 
you do anything right?” (128). A revered dance instructor speaks to Mari “in a tone you 
would use to a dog” (126). In summary, Mari is portrayed negatively in her role as a 
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submissive Japanese wife, but is also shown to be duplicitous. Though her character is 
cast as downtrodden and superficially benign, Mari also plays an informant role, relaying 
everything the others do back to Yasuda. She eavesdrops on conversations between Hilda 
and Eloise (142) and when the members hold a party during Yasuda’s illness, she and her 
husband, Kanno, look on like “forbidding ancestors” (246). 
When first introduced to the character, Yumi, the reader believes that she is less 
the stereotype of a meek and subservient Japanese woman. She speaks out at a meeting 
seeking members for the new Koba, and warns Hilda that Yasuda “is a dangerous fool” 
(48). However, Yumi is soon revealed as having taking on traditional women’s roles in 
the original cooperative, sewing costumes, remaining behind when other members of the 
group became celebrities (53), and cooking “banquets” (59), yet her intention in joining 
the commune was to run away from the customary marriage planned by her parents (56). 
Yumi had, as a young woman, submitted to Yasuda’s sexual assumptions, letting him use 
her for sex: “It would be all over in an instant and I just let it happen because it was easier 
than protesting” (65). Yumi, thus quickly reverts to the standard stereotype of the 
submissive Japanese woman. 
Yumi’s unplanned pregnancy is the catalyst for the disintegration of the first 
Koba, and she eventually leaves after her lover Tetsuo is found dead. Yumi marries 
another Koba member for convenience, and thereafter leads the typical life of a Japanese 
housewife. Despite the early potential Yumi shows for fighting against type, her character 
is soon reduced to the standard female domestic stereotype. Yumi is also portrayed as a 
scheming, duplicitous ‘Oriental.’ She sends her son, Tomi, to the new Koba on a doomed 
mission to extract money from Yasuda, belatedly revealing that he is Yasuda’s son, not 
Tetsuo’s. Hilda is warned: 
You must treat Yumi’s talk with care. Her bitterness, her anger, they have 
obviously poisoned her mind. I mean, now we know that she lied for so long 
about Tomi’s father. I think she has lost the ability to know what truth is and what 
is a lie.  (181) 
The speaker of these words is no less scheming. Keiko is the third key Japanese 
female character in The Factory. Similar to Yumi, Keiko as a young woman ran away 
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from home where she had kept house and worked in her father’s laundry, but she too was 
a sexual playmate of Yasuda. Keiko fell pregnant to Yasuda, but had a botched 
termination that threatened her life and resulted in her sterility. In the final pages of the 
book, it is revealed that Keiko was the one who actually pushed Tetsuo over the cliff 
because she felt he threatened Yasuda. Keiko’s character is exposed as that of a woman 
driven by an obsessive devotion to an uncaring male.  
O’Reilly has sought to give each Japanese character depth and relevance by 
exploring the back-story of each. Yet in each case, the women are ultimately bound by 
the traditional Asian stereotype of women living their lives via men. Mari defers to her 
husband and tries unsuccessfully to gain Yasuda’s respect and affection. Yumi submits to 
Yasuda’s sexual advances, despite finding him “funny” and deriding “his small penis” 
(65), and tries to manipulate Yasuda through her son, Tomi. Despite running away from 
an arranged marriage, Yumi marries for convenience following Tetsuo’s death, and lives 
an uneventful life as a housewife. Keiko murders Tetsuo because he threatened the man 
she loved, Yasuda. All the women are portrayed as duplicitous, and when Hilda pushes 
Keiko over the cliff, we have little sympathy for her. Keiko has revealed that she is 
murderous and calculating, and as such the fitting victim of a murder mystery. O’Reilly 
has attempted to provide a deeper insight into the lives and motivation of her female 
characters but has failed to elevate them above the stereotype of a Japanese woman’s 
secondary role as an adjunct to the men in their lives. Also, O’Reilly has portrayed each 
woman as devious and calculating, thus reifying the stereotype of the untrustworthy 
‘Oriental.’ 
 
‘Batafurai’ 
In the discussion above, I have analysed two recent works of Australian crime 
fiction set in Japan to examine whether the women depicted conform or rise above 
stereotypes. I will now review my own creative writing to determine whether the 
inclusion of a back-story in the crime fiction genre can be deployed to mitigate 
stereotype. 
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In my novel Yuki represents ‘otherness’ at a number of levels as proposed by 
Said. She is a foil to the lush Mirabella. Yuki’s restaurant, SASH, is sleek and refined, the 
name referring to the traditional Japanese sash, or ‘obi’ used to tie a kimono. Yuki is 
everything Mirabella is not. Yuki is depicted as an ‘Oriental’: scheming, cold, bitter, and 
ruthless, while Mirabella is Australian; guileless, warm, loving and compassionate. The 
character of Yuki can be viewed as a negation of all that is good in the depiction of the 
character of Mirabella, and because of this can be seen as a suitable victim for a crime 
novel.  
In an attempt to ‘unpack’ the character of Yuki and try to provide a deeper 
dimension beyond what postcolonial theorists might recognise as a colonial ‘stereotype,’ 
I tried to envision Yuki’s back-story, providing an insight of how Yuki came to be the 
person she was. The character of Hiroko, her mother, is depicted as a young woman in 
Tokyo living through the Allied occupation who becomes the war bride of an American 
serviceman. He is posted to Australia after the war but abandons Hiroko and baby Yuki, 
returning to America with his sons.  
As a writer, I sought to create an ‘other’—a subject which will allow me to 
explore (among other things) the consequences of female dependence, economic 
destitution, limiting social strictures and maternal psychopathology in the time warp of 
the Allied Occupation of Japan (1945-1952). In a sense, the choices made for this 
character reflect a negation of positive values represented in the more familiar 
‘Australian’ characters of my novel, who are displayed as having options, self-
determination, and something that Hiroko does not have – a future. To a degree, the 
character of Hiroko represents the postcolonial stereotype, framed in what Bhabha’s 
postcolonial view would term ‘a dark mirror’ where her difference becomes “the fantasy 
of a certain cultural space” (Bhabha, in Leitch 2391). 
My character of Yuki conforms to this notion of ‘Oriental Villain.’ She is cold, 
evil, in cohorts with Yakusa mobsters, and depicted as ruthlessly engaged in the drug 
trade from an early age. Though her nefarious choices are somewhat pre-determined by 
her desperate circumstances, she has profited by criminal conduct, both in Japan and in 
Australia. It is only when Yuki’s colleagues are more malevolent, greedy and 
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unscrupulous that she is threatened. As such Yuki is positioned to be a perfect victim, one 
that we can’t like or admire. She is not a ‘real’ person, but an identifiable ‘type’, 
possessing all the negative characteristics of an alien outsider. It is ironic that the human 
connection she finally seeks and imagines with a brother she has never met results in her 
murder, which is the propelling action for the novel. It is Hiroko’s body we encounter at 
the beginning of the novel, lying on the floor of her own Japanese restaurant, itself a 
‘foreign’ territory, outside the known.  
Yuki is portrayed as an Asian woman who is amoral, motivated, not by capricious 
self-obsession but rather by a vicious self-survival instinct developed in response to the 
hostile environment of her childhood in post-war Tokyo. Yuki must always put herself 
first, suppressing passions and longing, making ruthless decisions in a world of fear, 
crime and terror. In fact, when Yuki finally succumbs to her need for human connection, 
manifested by her searching for the brother she has never met, Brand Danielson, she 
becomes vulnerable and is murdered by him. Brand mistakenly thinks Yuki is seeking to 
claim their father’s inheritance that he so badly needs to reestablish his life after business 
failure and marital breakdown. It seems that when the character Yuki, steps outside the 
colonial stereotype of Oriental villain and is shown to have a more ‘normal’ side, she is 
doomed. The stereotype permits no such humanity. 
Said’s view is pertinent to my creative writing practice. My character, Hiroko, is 
merely a self-representation projected onto an image that may be recognised as 
‘Oriental’. If anything, the character of Hiroko exposes the strength of the connection of 
‘western’ literary genres to ‘Orientalist’ modes; in this case, what is deemed to be 
‘Japanese’. For example, the stereotypical notion of Asian women being small and 
childlike is demonstrated in the following passage: 
 McKnight slipped his large hands on her waist raising Hiroko a few inches off the 
 floor. ‘Why, you’re as light as a feather. Like a doll. A little china doll.’ 
(‘Batafurai’ 51) 
Said has provided me with the insight to conclude that what we ‘know’ about the 
Orient may be a construction, or only partially true, or possibly even wrong. Hiroko feels 
shame and dishonour after she has been raped by Harvey McKnight. However, the 
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tragedy is perpetuated by Hiroko’s failure to atone for her disgrace. When she runs to the 
bridge intending to kill herself, she lacks the courage to jump. So the character contests 
the cultural mode in one way, but conforms to it in another—by being a weak woman.   
Her life then spirals out of her control. She marries another American, but when 
her husband tires of her, her sons are taken from her and she is abandoned in a foreign 
country. She struggles on but her life is pitiable. 
For such women represented by the western view, there is no hope of future 
redemption, merely a postponement. Further on in the novel, as Hiroko’s control over her 
own destiny is entirely relinquished, and her situation deteriorates, we look back to this 
moment on the bridge and wonder whether it might not have been better for her had she 
jumped. Hiroko can never escape from this poor choice and its concomitant disgrace. She 
is doomed. Though her story continues and some readers may hold hope of deliverance, 
all Hiroko’s future decisions pull her back to this ‘dishonorable moment.’ Hiroko’s 
shame is not that she was raped but that she failed to commit suicide, to do what her 
culture dictated in order for her to to maintain her own and her family’s honour.  
Rahul Gairola argues that women such as Hiroko are subordinate to “patriarchal 
codes” that constitute their subjectivity, for they must “to a certain extent, be validated by 
those in power” (308).  
Yuki’s life has been affected by the experiences and consequences of her 
mother’s life, but she has had choices and opportunities. She possesses some autonomy at 
the beginning of ‘Batafurai’, but as the plot tightens, Yuki’s power over her own affairs is 
diminished.  
This can be explained by Erica Hateley, who states that “detective fiction portrays 
the central values of a culture. People and actions understood as other are given limited 
reign, but they are ultimately controlled and excised by culturally endorsed knowledge 
and wisdom” (31). However, by basing the stories of Yuki and Hiroko on historical 
research, I have created credible and interesting characters who, though constrained in 
their actions, are ‘explained’ through the device of the back-story.  
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CONCLUSION 
My project has investigated the tensions at work in representing characters of 
Asian ethnicity in crime fiction, and the use of the back-story as a device to avoid the 
reinscription of established stereotypes. I have found that crime fiction is redolent with 
stereotypes, mainly because the plot always dominates and as such, the story is dependent 
on quickly recognisable associations that character sketches can provide. To avoid the 
stereotype completely is almost to avoid writing effective crime fiction. It is the narrative 
that compels the reader to keep reading, and while individual characters are interesting 
and crucial to the story, they necessarily must conform to an established view of the 
world. In discussing definitions of popular fiction, Ellen Uffen suggests that only “serious 
novels contain fully developed characters operating in a world similar in significant ways 
to our own, real one” (574).  
While Uffen’s point is contestable, as a writer of write crime fiction, I understand 
that there is an imperative to place the action before the characters, and that a ‘formula’ is 
at work that seems to encourage rather than discourage the employment of stereotypes. 
While I can ‘flesh out’ certain characters, the aim of this story, as in all crime fiction, is 
to establish an allegory of good and evil, and the triumph of the social order. 
If stereotypes are part and parcel of popular fiction, this project asks how can 
writers expand or subvert these borders. Kesha Fikes’s view is that there is a  
… growing acceptance of a multicultural reality in literature, particularly in genre 
fiction, where even though the majority of characters in a novel are of a certain 
race or ethnicity there is an increasing likelihood that other races and ethnicities 
will be represented.  (47) 
Christopher Raczkowski’s position is that crime fiction novels, especially those of 
the ‘hard-boiled’ variety, found in the work of Hammett, Chandler and Cain were “the 
home for frequently violent, nationalist, racist, sexist, and homophobic fantasies of 
masculine identity and power” (876). Though aware of this tendency in early genre 
fiction, as a contemporary writer, I am sensitive to the unacceptability of such an 
approach to readers today. Yet, in placing my victim’s story at the centre of the action of 
my novel, it is ‘useful’ to me to choose to represent someone from a different culture as 
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my intention is to specifically create someone who is not only the opposite to my central 
character, Mirabella, but also has a background that is mysterious and interesting. The 
historical combined with the ‘eastern’ element is a device I employ to capture audience 
interest.  
Maureen Reddy warns that:  
Among the elements of genre fiction most resistant to change are the codes 
governing race and its representation. Given the interdependence of genre fiction 
and social context this resistance is unsurprising because certainly racism is so 
deeply embedded in American and British experience.  (2)   
Anne Cranny-Francis agrees and explains that “the characteristic narrative of the 
detective novel is that of patriarchal bourgeois ideology; to challenge any aspect of that 
narrative seriously compromises the writer’s ability to produce an otherwise conventional 
text” (174). Cranny-Francis argues that even in female detective novels of the “hard-
boiled” variety, the “narrative of bourgeois individualism is left entirely unchallenged in 
the text, along with its assumptions about race” (176).  
Likewise, Peter Jackson discusses the tendency within western society towards an 
“aestheticization of difference” (3), explaining that ‘difference’ is used every day to 
market a range of commodities. Similarly, bell hooks claims that “ethnicity becomes 
spice, seasoning that can liven up the dull dish that is mainstream white culture” (21). My 
novel, therefore exhibits this contemporary market tendency to enrich my commodity—
my novel—with the additive of ‘difference’. 
As a writer, my intention to represent characters from other cultures may be seen 
as a reflection of a western desire to add variety, escape from the known, to present a 
more appealing and adventurous story. Jackson sees that ‘eating the Other’ may provide 
“an entrée to more critical forms of Multiculturalism,” but only if we examine the 
“complexities of the production process, the politics or representation, and the practices 
of consumption” (16). Such an investigation might well prove valuable but is beyond the 
scope of this thesis. 
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Stuart Hall regards the notion of cultural identity as a “collective or true self 
hiding inside the many other, more superficial or artificially imposed “selves” which 
people with a shared history and ancestry hold in common” (4). Hall argues, however, 
that identities are not fixed in place and time but “are representations, that representation 
is always constructed across a ‘lack’, across a division, from the place of the ‘other’, and 
thus can never be adequate—identical to the subject processes which are invested in 
them” (6). This may be correct, but as a writer I feel there is an imperative or an 
expectation that the author will ‘get it right’ or as ‘right’ as possible when representing 
that which is ‘different’ or ‘other.’ I feel I must construct a credible identity based on a 
broad group of known similarities or differences related to the territory of the created 
character, and through research and creativity, add depth or clarity to established meaning 
by revealing more information or knowledge. I have attempted to add complexity to the 
characters represented in my novel through my engagement with Occupation Studies. 
When creating characters, I am using the warehouse of ideas and images evident 
in everyday film, TV, billboards and advertising. The ideas, values, and meaning 
contained within my writing are dependent upon input from my engagement with 
contemporary or popular culture, and as Reddy has suggested above, as such it reflects 
the dominant stereotypes at work in our society. 
As a writer, I have attempted to write interesting protagonists acknowledging that 
living in a multicultural society I benefit from globalisation, in that I have greater access 
to information and people who expand my understanding of what is ‘Asian’, or ‘other’. 
As Taylor has suggested should be undertaken, I have attempted to place such characters 
at the centre of my action, not merely at the peripheries. I have traced the back-story of 
my two Japanese characters in an attempt to provide a richer meaning and create a more 
credible understanding of who they may represent. Ultimately, I have recognised that 
crime fiction is generated from popular culture and therefore presents prevailing notions 
of what it is to be ‘other’.  
In conclusion, my work has interrogated the use of stereotypes in crime fiction. I 
have found crime fiction also employs popular versions of the ‘other’ to add interest and 
excitement to its stories and that the genre’s focus on plot results in a reliance on 
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stereotypes of characters to help quickly establish a familiar territory for the novel’s 
action. My work does, however, demonstrate that it is possible to add complexity and 
richness to these characters by providing a fuller back-story, and has opened up a space to 
investigate whether the limitations of the genre may be further expanded. 
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REFERENCING 
 
 
This work employs the Modern Language Association of America (MLA) referencing 
system, as outlined in the MLA Handbook for Writers of Research Papers (6th edition), 
New York. 2003. 
 
A note on electronic sources: 
 
For this work I have used a number of online references which do not have page numbers 
normally used by readers and examiners to locate in-text citations. This prohibits the 
normal MLA practice of referring to the author of a quotation’s name (or the document’s 
title, if no author is identified) in the text, followed by a page reference in brackets. 
 
Opinions vary as to the correct remedy to this problem, including; 
 1) Placing the author’s last name in parentheses after the cited material, or 
 2) Omitting parentheses. 
 
The problem with the first option is that it may duplicate the name of the author, already 
in the text, and confuse the reader who anticipates a page reference in the parentheses. 
However, it indicates to the reader where the reference may be found under Works Cited. 
With regard to the second option, if one omits parentheses completely, it may appear to 
the examiner that the writer has forgotten to include a reference. 
 3) Another option is to place the title of the work quoted from in parentheses. 
 
While this seems somewhat illogical, as the Works Cited lists references by author’s 
name, rather than by title, this approach seems to have popular acceptance at this point in 
time. The other problem with this approach is that some titles are unnecessarily long, and 
may impose on the flow and sense of the scholarly work. 
 
In conclusion, I have selected the third option for my work, abbreviating titles, where 
necessary. In some instances, where on-line article have numbered paragraphs but no 
page references, I have included the paragraph numbers in parentheses. 
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